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INTRODUCTION 


The purpose of this syllabus is to present, in as concise a form as possible, the scales which are used 
in improvisation. The book, which shows the scales in treble and bass clef in all keys, is intended as a prac- 
tice manual. The syllabus should be considered an aid to eventually memorizing the scales in all keys. A 
thorough understanding of the interval structure of each scale form, as it is practiced, will greatly speed up 
this process. 


In addition to the scales themselves, explanations are included as to the application of each scale 
form to one or more chord types. Also, charts showing the relationship of certain scales to each other are 
included. Finally, some suggestions are made as to how to practice the scales to learn them thoroughly. 


GENERAL NOTES 


1. Unless otherwise indicated, all scales in this book are constructed on the root of the chord to which 
they relate. J 


2. The words mode and scale mean the same thing. 


3. In the Guide To Scale Choice chart, the chord type is dictated either by a given chord progression or 
by personal taste. 


4, In a II-V-f progression in a major key, the Dorian, Mixolydian, and Major scales which accompany 
those chords all have the same key signature. 


5. In a Il-V-I progression in a minor key, the Harmonic Minor scale of the key may be used with all 
three chords. 


6. An * beside the name of a scale indicates that it has no “wrong” notes, or notes which would sound 
intolerably dissonant if emphasized. 


7. The scales in the syllabus are not arranged in order of difficulty or | importance but, instead, are 
grouped in what seem to be logical categories. 


8. Those modes of the Melodic and Harmonic Minor scales which are rarely used have not been 
presented in all keys. It is felt that the serious student, interested in pursuing the creative possibilities 
of those scales, will be able to supply the necessary transpositions. 


9. If it is indicated that a scale is used with a certain family of chords, it will work with any size chord 
in that family (triad, 7th, 9th, 11th or 13th). 


SUGGESTIONS FOR PRACTICE 


~ 


1. Scales should be practiced with a metronome, in all keys, at different rhythmic levels such as the 
following examples. 


> 0) 4 wares ee, 0) “4 Nores btn. 


When practicing, stress absolute rhythmic evenness and flawless execution. Concentrate on tone, 
pitch and articulation as well. 


2. Scales should be practiced over the entire range of the instrument, from the lowest note of the scale 
found on the instrument to the highest. 
(saxophone) 


5. Finally, play all over the scale, over the full range of your instrument, using stepwise motion and 
leaps of larger intervals. 


6. Strive for speed and ease in playing scales. This will help both in developing facility and in thor- 
oughly learning the scale. Begin by practicing a scale only as fast as you can play it perfectly and 
gradually increase your speed from that point. Marking metronome markings on the scale page to 
remind you of your most recent stage of progress will help avoid wasting time. 
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MODES GENERATED BY THE MAJOR SCALE 


Chart is based on C Major scale: 
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1. C to C generates the C lonian (Major) scale. 

2. D to D generates the D Dorian scale. 

3. E to E generates the E Phrygian scale. 

4. F to F generates the F Lydian scale. 

5. G to G generates the G Mixolydian scale. 

6. A to A generates the A Aeolian (pure minor) scale. 


7. B to B generates the B Locrian scale. 


THE IONIAN (MAJOR) SCALE 


The lonian scale is known to most people simply as the major scale. It is constructed of 5 whole steps 
and 2 half steps. The half steps occur between steps 3 and 4 and steps 7 and 8 of the scale. 


C Major (lonian) 4 i) 


The fonian (major) scale is used with major family chords such as the major triad, major 7th and 
major 6-9 chord. The scale cannot be used when a chromatic alteration foreign to the scale is present in the 
harmony (example #5 or #11). There are other scale forms especially suited for those occasions. 


In using the scale, it is important to remember that the 4th scale step is dissonant to a major chord. 
It has a strong tendency to resolve to the 3rd of the chord. Also, if the major 7th is present in the chord, 
the 1st (8th) scale step is relatively dissonant. It has a tendency to “resolve’’ to the 7th. 


Because of the potential dissonance of the 1st and 4th scale steps, the “pretty” notes of the scale are 
the other five scale steps (2, 3, 5, 6, and 7). It will be found that these scales steps form a minor pentatonic 
scale which could be constructed on the 3rd of a major chord. This application will be examined more 
closely in the section on pentatonic scales. 


TONIAN (WATe2\ SCALES 


THE DORIAN SCALE * 


The Dorian scale is constructed of 5 whole steps and 2 half steps. The half steps occur between steps 
2 and 3 and steps 6 and 7 of the scale. 


. | 
C Dorian 4 


There are three ways of conceiving a Dorian scale: 
1) A pure minor scale with a raised 6th scale step. 
2) A major scale with lowered 3rd and 7th scale steps. 


3) A scale bearing the same key signature as the major scale located a whole step below 
(C Dorian has the key signature of B-flat major). 


The Dorian scale is used with minor family chords which do not include any alterations. It will be 
found that the Dorian scale is comprised of all of the tones ofa complete minor 13th chord. Therefore, 
there are no “wrong” notes in the sense of a “clinker” that is terribly dissonant to the harmony. Any tone 
in the scale will sound acceptable with an unaltered minor harmony. However, the choice of one note over 
another may be unfortunate in a musical sense, naturally. 


The Dorian scale is generally used with minor chords which function as a J, 1! or IV chord ina major 
or minor key. If the minor chord occurs as a II1 or Vi chord, the Phrygian or Aeolian scale may be a better 
choice. 
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THE PHRYGIAN SCALE 


The Phrygian scale is constructed of 5 whole steps and 2 half steps. The half steps occur between - 
steps 1 and 2 and steps 5 and 6 of the scale. ees 


C Phrygian 
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There are three ways of conceiving a Phrygian scale: 


1) A pure minor scale with a lowered 2nd scale step. 


2) A major scale with lowered 2nd, 3rd, 6th, and 7th scale steps. 


3) A scale bearing the same key signature as the major scale located a major 3rd below 
(C Phrygian has the same key signature as A-flat major). 


The Phrygian scale is probably most used in playing compositions which are written in the Phrygian 
mode. Such pieces often have a strong tonal center which is either of a long duration or returns often 
throughout the progression. The 2nd and 6th scale steps are dissonant and want to resolve downward to 


the 1st and 5th steps of the scale. 
The Phrygian scale is also used with minor chords which function as [11 or VI chords in a major key 
though the Aeolian scale may be a better choice for the VI chord. 
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PHRNGIAN SCALES 


THE LYDIAN SCALE * 


The Lydian scale is constructed of 5 whole steps and 2 half steps. The half steps occur between steps 
4 and 5 and steps 7 and 8 of the scale. 


C Lydian 


There are two ways of conceiving a Lydian scale: 


1) A major scale with a raised 4th scale step. 


2) A scale bearing the same key signature as the major scale located a perfect 4th below 
(C Lydian has the same key signature as G Major). 


The Lydian scale is used with major family chords especially when the #11 occurs in the harmony. 
When a 65 occurs in the chord, the Lydian scale is also a good choice. However, alteration of the major 
chord is not necessary for the use of this scale. The #4 in the scale eliminates the problem of the dissonant 
4th of the major scale and may be emphasized without resolution. 


Like the major scale, the 1st scale step may be fairly dissonant when the major 7th is present in the 
harmony. It has the same tendency to resolve down to the 7th. 


All of the tones of the scale besides the 1st (or 8th) are “pretty” notes to use with major harmonies. 
It will be found that there are two minor pentatonic scales within these six tones of the scale. One can be 
built on the 3rd of the chord (using steps 3, 5, 6, 7, and 2) and the other can be built on the 7th (using 
steps 7, 2, 3, #4, and 6). This will be elaborated on in the section on pentatonic scales. 
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LYDIAN SCALES & 


THE MIXOLYDIAN (DOMINANT) SCALE 


The Mixolydian scale is constructed of 5 whole steps and 2 half steps. The half steps occur between 
steps 3 and 4 and steps 6 and 7 of the scale. 


C Mixolydian 1 


There are two ways of conceiving a Mixolydian scale: 


1) A major scale with a lowered 7th scale step. 


2) A scale bearing the same key signature as the major scale located a perfect 4th above 
(C Mixolydian has the same key signature as F major). 


The Mixolydian mode (sometimes called the dominant scale) is used with dominant family harmonies 
which have no alterations present such as b5 or #5, b9 or #9, or #11. The 4th scale step is very dissonant 
to a dominant 7th chord and has a strong tendency to resolve downward to the 3rd of the chord. This 
resolution creates a motive which has been the originating germ for many “bluesy” ideas. Any other tone of 
‘the scale may be emphasized without fear of it sounding wrong. 


The Mixolydian scale is also used when there is a suspended 4th present in a dominant 7th chord. In 
this case, the 4th should receive the emphasis rather than the 3rd of the chord. 
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MIXOLYDIAN. (DDWINARY) SCALES 


“THE AEOLIAN (PURE MINOR) SCALE 


The Aeolian scale is constructed of 5 whole steps and 2 half steps. The half steps occur between steps 
2 and 3 and steps 5 and 6 of the scale. 
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There are three ways of conceiving an Aeolian scale: 
1) A pure minor scale. 
2) A major scale with lowered 3rd, 6th and 7th scale steps. 


3) A scale bearing the same key signature as the major scale located 3 half steps above (its 
relative major). 


The Aeolian scale is used with minor family chords which do not include any alterations. The 6th 
scale step is dissonant to a minor chord and has the tendency to resolve downward to the 5th of the chord. 


The Aeolian mode is generally best used on minor chords which function as either a Il or VI chord in 
a major key. When the minor chord assumes the function of a | or II chord, the Dorian scale is generally a 
better choice. 
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ACoLION (PURE mili) SCALES 


THE LOCRIAN SCALE 


The . Locrian scale is constructed of 5 whole steps and 2 half steps. The half steps occur between steps 
1 and 2 and steps 4 and 5 of the scale. 


C Locrian M1 | pA 
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There are three ways of conceiving a Locrian scale: 


1) A pure minor scale with lowered 2nd and Sth scale steps. 
2) A major scale with lowered 2nd, 3rd, 5th, 6th and 7th scale steps. 


3) Ascale bearing the same key signature as the major scale located a half step above (C Locrian 
has the same key signature as D-flat major). 


The Locrian mode is often called the half-diminished scale. {t is used with a minor 7th chord with a 
lowered 5th (also called a half-diminished chord). The 2nd scale step is dissonant to a half-diminished chord 
and has a tendency to resolve downward to the root of the chord. 


If the Locrian scale is used with a half-diminished chord which has the unaltered 9th present, the 2nd 
scale step must be raised to avoid a dissonant clash with the harmony. 
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SECTION I 
MODES GENERATED BY THE 


ASCENDING MELODIC MINOR SCALE 


Chart is based on C raelodic minor scale: 


5, MIXOLYDIAN ny: 
6. LoeQuins %2, 


7. SuveQ LOCRIAN 


1. C to C generates the C melodic minor scale. 
2. D to D generates the D Dorian, 62 scale (uncommon, not included). 


3. Eb to Eb generates the Eb Lydian Augmented scale. 


4. F to F generates the F Lydian, 67 scale. 
5. G to G generates the Mixolydian, b6 scale (uncommon, not included). 
6. A to A generates the Locrian, #2 scale. 


7. E to B generates the Super Locrian scale. 


THE ASCENDING MELODIC MINOR SCALE * 


The Ascending Melodic Minor scale is constructed of 5 whole steps and 2 half steps. The half steps 
occur between steps 2 and 3 and steps 7 and 8 of the scale. 


There are two ways of conceiving a Melodic Minor scale: 
1) A pure minor scale with raised 6th and 7th scale steps. 


2) Amajor scale with a lowered 3rd. 


The Melodic Minor scale is used with a minor family chord which has a raised 7th. It may also be im- 
plied by playing the raised 7th scale step as a passing tone between the root and 7th of a conventional 
minor 7th chord. When the scale is used with a mi #7 chord, any scale tone may be emphasized without 
fear of an intolerable dissonance occurring. One exception is that the root of the chord may have a 
tendency to resolve downward to the raised 7th of the chord. 
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THE LYDIAN-AUGMENTED SCALE * 


The Lydian-Augmented scale is constructed of 5 whole steps and 2 half steps. The half steps occur 
between steps 5 and 6 and steps 7 and 8 of the scale. 


C Lydian-Augmented 


There are two ways of conceiving a Lydian-Augmented scale: 


1) A major scale with raised 4th and 5th scale steps. 


2) A scale which has the same tones as a melodic minor scale built on the note three half steps 
below. (C Lydian-Augmented is the same as A melodic minor) 


The Lydian-Augmented scale is used with a major family chord which has a raised 5th. Though im- 
plied by the scale, the #1 1 need not be present in the harmony. 


As in a major scale, the root of this scale may be dissonant to the major 7th of the chord. It has the 
same tendency to resolve downward to the 7th. All other tones in the scale may be emphasized without 


concern. 
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THE LYDIAN, b7 SCALE * 


The Lydian, 7 scale is sometimes called the Lydian-Dominant scale. It is constructed of 5 whole 
steps and 2 half steps. The half steps occur between steps 4 and 5 and steps 6 and 7. 


C Lydian, 67 


There are three ways of conceiving a Lydian, }7 scale: 


1) A Lydian scale with a lowered 7th scale step. 


2) A Mixolydian scale with a raised 4th scale step. 


3) A scale which has the same tones as a melodic minor scale built on the note a perfect 4th 
below. (C Lydian, b7 is the same as G melodic minor) 


The Lydian, b7 scale is used with dominant family chords which are unaltered with the exception of 
the #11 which may or may not be present. By raising the 4th of a Mixolydian mode to create this scale, the 
dissonance of the unaltered 4th disappears. Therefore, any tone in the scale may be emphasized without 
fear of it sounding like a “wrong” note. 


When the #11 is present in a dominant chord, the Lydian, b7 is definitely a preferable choice over 
the Mixolydian scale. This is because the unaltered 4th of the Mixolydian mode would cause a dissonant 
clash with the #11. 


A Lydian, 67 scale has the same tones as a Super Locrian scale built on the note located a tri-tone 
above or below. This information is useful in improvising on progressions which involve tri-tone substitu- 
tions of dominant chords. 
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THE LOCRIAN, to SCALE * 


The Locrian, #2 scale is constructed of 5 whole steps and 2 half steps. The half steps occur between 
steps 2 and 3 and steps 4 and 5 of the scale. 


a 
ET) A NS 2, | EY a> SS Bb 
TT. EY EE 08 \ PE 8 f 5 A DE GL A, “MEE 5 
pat  - —— — a f 
¥ -. y 


2 4 5 A 7 


There are four ways of conceiving a Locrian, #2 scale: 
1) A Locrian scale with a raised 2nd scale step. 
2) A pure minor scale with a lowered 5th scale step. 
3) A major scale with lowered 3rd, 5th, 6th and 7th scale steps. 


4) A scale which has the same tones as a melodic minor scale built on the note three half steps 
above. (C Locrian, #2 is the same as Eb melodic minor) 


The Locrian, #2 scale is used with a minor 7th chord which has a lowered 5th (half-diminished 
chord). Any tone in the scale may be emphasized without fear of it sounding ‘‘wrong’’. When the unaltered 
Oth is present in the harmony, this scale should be chosen in preference to the pure Locrian mode. This is 
because the lowered 2nd scale step in the Locrian mode would create a dissonant clash with the 9th of the 


chord. 
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THE SUPER LOCRIAN SCALE * 


This scale has many names all of which are really correct and commonly used. It is called the Altered 
Dominant scale, the Pomeroy scale, the Ravel scale, and the Diminished-Whole Tone scale. However, the 


classical name is the Super Locrian scale. 


It is constructed of 5 whole steps and 2 half steps. The half steps occur between steps 1 and 2 and 
steps 3 and 4 of the scale. 


C Super Locrian St x“ 
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There are two ways of conceiving a Super Locrian scale: 
1) A Locrian scale with a lowered 4th scale step. 


2) Ascale which has the same tones as a melodic minor scale built on the note a half step above. 
(C Super Locrian is the same as Db melodic minor) 


The Super Locrian scale is used with dominant family chords which have both an altered 5th and an 
altered Sth present in any combination (-5-9, -5+9, +5-9, +5+9). The chord may include both altered 5ths 
and both altered Qths since all of these alterations occur as scale tones in the Super Locrian scale. 


lf the dominant chord is lacking either an altered 5th or an altered 9th, the whole tone or diminished 
scale may be a better choice. This should be apparent due to the altered nature of the scale. 


A Super Locrian scale has the same tones as a Lydian, 7 scale built on the note located a tri-tone 


above or below. This information is useful in improvising on progressions which involve tri-tone substitu- 
tions of dominant chords. 
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SECTION I 


SYMMETRICAL ALTERED SCALES 


THE CHROMATIC SCALE 


The Chromatic scale is constructed exclusively of half steps. Therefore, there is really only one 
Chromatic scale which may begin on any tone. 


Chromatic Scale 
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The Chromatic scale may be used with any chord type with any combination of alterations. 
Naturally, some scale tones will always be dissonant to the harmony and have a strong tendency to resolve. 
This resolution will probably always be either up or down a half step to the nearest chord tone. 


Chromatic motion can create excitement if used sparingly. If more than 4 or 5 successive chromatic 
scale steps are used, the musical style may become more “cocktailish” in character. This is because of the 
proliferation of “rippling” chromatic runs found in much commercial music. However, short chromatic 
“bursts”’ of notes can generate melodic energy and certainly should not be avoided. 
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THE WHOLE TONE SCALE * 


The Whole Tone scale is constructed exclusively of whole steps, 6 in all. As there are only 12 tones in 
the chromatic scale, this means that there are only two different sounding whole tone scales. Each of those 
two scales can be interpreted enharmonically as several different scales. 


C Whole Tone 


A whole tone scale, by its nature, omits one letter of the musical alphabet in its spelling. This creates 
the interval of a diminished 3rd between two of the scale tones. The diminished 3rd (which is the same as a 
whole step) may occur between any two notes of the scale. An understanding of this fact should help avoid 
confusion in constructing the scale. 


The Whole Tone scale is used with dominant family chords which have either a raised or lowered 5th 
or both. It can be seen that both of these alterations are present in the scale. However, if a lowered 5th Is 
present, a Lydian, b7 scale would be an acceptable choice instead of the Whole Tone scale. 


If an altered 9th is present in the harmony, the Whole Tone scale cannot be used because of the 
dissonant clash with the unaltered 9th which is present in the scale. 


Because of its symmetry, the Whole Tone scale is capable of generating many patterns which move up 


or down through the scale at some regular interval. Whole Tone patterns were commonly used by many 
players in the Bebop era. 
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THE WHOLE STEP-HALF STEP DIMINISHED SCALE * 


The Diminished scale is constructed of 4 whole steps and 4 half steps in regular alternation. As a 
result, there are only three different. sounding diminished scales. Each one of those scales can be inter- 
preted enharmonically as several different scales. 


C Whole Step- ' L 4 4 
Half Step Diminished 4 4 


Since the diminished scale has 8 tones, one letter of the musical alphabet (besides the root) will be 
repeated in the spelling of the scale. This should not cause any confusion because the repeated letter may 
occur anywhere in the scale. 


The Whole Step-Half Step Diminished scale is used with the diminished 7th chord. Within the scale 
are found the 4 tones of a diminished 7th chord and 4 tones which are located a whole step above the tones 
of the chord. These are the notes that are commonly added to a dim7 chord to color it or fill it out. There- 
fore, any tone of the scale will sound acceptable with a dim7 chord and may be emphasized without con- 
cern. 


This scale may also be used with a half-diminished chord which leads to a dominant chord a 5th 
below. Some notes clash slightly but the dissonance disappears as the chord changes. 


Because of its symmetry, the Diminished scale is capable of generating many patterns which move up 
or down through the scale at some regular interval. Diminished patterns are commonly used today. 


Of course, this scale is really the same as the half-whole diminished scale starting on a different note. 


The advantage of conceiving this scale as beginning with a whole step is that it may then be constructed on 
the root of the chord that it accompanies. 
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THE HALF STEP-WHOLE STEP DIMINISHED SCALE * 


The Diminished scale is constructed of 4 half steps and 4 whole steps in regular alternation. As a 
result, there are only three different sounding diminished scales. Each one of those scales can be interpreted 
enharmonically as several different scales. 


C Half Step-Whole Step Diminished 


Since the diminished scale has 8 tones, one letter of the musical alphabet (besides the root) will be 
repeated in the spelling of the scale. This should not cause any confusion because the repeated letter may 
occur anywhere in the scale. . . 


The Half Step-Whole Step Diminished scale is used with a dominant 7th family chord which has either 
a raised or lowered 9th or both present. It can be seen that both of these alterations are present in the scale. 
The other scale tones are the root, 3rd, 5th, b7th, #11th and 13th. 


If a raised 5th is present in the harmony, the Diminished scale cannot be used because of the 
dissonant clash with the unaltered 5th present in the scale. If a lowered 5th is present in the chord, the 
diminished scale could be used but would be a less good choice than Super Locrian. 


Because of its symmetry, the Diminished scale is capable of generating many patterns which move up 
or down through the scale at some regular interval. Diminished patterns are commonly used today. 


Of course, this scale is really the same as the whole-half diminished scale starting on a different note. 


The advantage of conceiving this scale as beginning with a half step is that it may then be constructed on 
the root of the chord that it accompanies. 
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THE AUGMENTED SCALE 


The Augmented scale is constructed of 3 half steps and 3 intervals of a minor 3rd (augmented 2nd). 
These minor 3rds occur in regular alternation with the half steps. As a result, there are only four different 
sounding Augmented scales. Each of those scales can be interpreted enharmonically as several different 
scales, 


C Augmented R KR | YN 


Since there are only 6 tones in the Augmented scale, one letter of the musical alphabet will be 
omitted in the spelling of this scale. This omission could occur at any point in the scale. 


The Augmented scale is used with major family chords which have a raised 5th present in the 
harmony. There are actually six augmented triads, the roots of which form two. augmented triads, in the 
scale. There are also three major triads present in the scale. 


Because of its symmetry, the Augmented scale is capable of generating patterns which move up or 


down through the scale at some regular interval. These are less common than whole tone or diminished 
patterns but sound very effective. 
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Major Pentatonic Scale 


Minor Pentatonic Scale 


Biues Scale 


Harmonic Minor Scale 


SECTION IV 


MISCELLANEOUS SCALES 
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THE MAJOR PENTATONIC SCALE * 


The Major Pentatonic scale is constructed of 3 whole steps and 2 intervals of a minor 3rd. The minor 
3rds occur between steps 3 and 4 and steps 5 and 6. 


The Major Pentatonic scale is used with major family chords which have no alterations present. How- 
ever, it may be constructed on notes other than the root of a chord to produce a number of harmonic 


sonorities. Examples are given below to show several uses of the same Major Pentatonic scale. The scale 
tones are analyzed in relation to each chord type. 
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MAJOR OENTACONIC SCALES * 


THE MINOR PENTATONIC SCALE * 


The Minor Pentatonic scale is constructed of 3 whole steps and two intervals of a minor 3rd. The 
minor 3rds occur between steps 1 and 2 and steps 4 and 5 of the scale. 


C Minor Pentatonic \ Q0 
min, ae yal 5 


The Minor Pentatonic scale is used with minor family chords which have no alterations present. How- 
ever, it may be constructed on notes other than the root of a chord to produce a number of harmonic 
sonorities. Examples are given below to show several uses of the same Minor Pentatonic scale. The scale 
tones are analyzed in relation to each chord type. 


Comin tt B14 ous. 4 


mins? PENTAVoNIC SCALES * 


THE BLUES SCALE 


The Blues scale is constructed of 2 whole steps, 2 half steps, and 2 minor 3rds. The location of the 
half steps and the minor 3rds is shown below. 


The Blues scale could be conceived as a Minor Pentatonic with the addition of a half step between 
steps 3 and 4. It is commonly used with both minor and dominant family chords. 


When used with an unaltered minor 7th chord, the 4th scale tone is dissonant to the harmony and has 
a tendency to resolve either up or down a half step to the 11th or 5th of the chord. 


When used with a dominant chord, the 3rd scale tone is dissonant and wants to move away. The 2nd 
scale tone creates an augmented Qth in relation to the dominant harmony which, along with the lowered 
5th present in the scale, tends to give it the “bluesy” effect. 


The Blues scale is often used in conjunction with all 3 or 4 chords of a simple blues progression. In 
this case, only the blues scale built on the tonic note of the key is used (that is, a B-flat Blues scale in the 
key of B-flat). 


46 


| ae. 
> 0 . ORY. Mn. 


BuwES SCALES 


MODES GENERATED BY THE 
HARMONIC MINOR SCALE 
The harmonic minor scale is constructed of 3 whole steps, 3 half steps and an augmented 2nd (minor 


3rd). The half steps occur between steps 2 and 3, steps 5 and 6, and steps 7 and 8. The augmented 2nd 
occurs between steps 6 and 7. 
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5, | 
e. 
1. Used with Cmi #7 chord. 
2. Used with Dmi7-5 chord (D °7). 
3. Used with Eb Ma7 #5 chord. 
4. Used with Fmi7 chord. 
5. Used with G7-9 chord. 
6. Used with Ab Ma?7 chord. 
7. Used with B °7 chord (Bdim7). 
The harmonic minor is used most commonly with the I, Il and V chords (modes 1, 2, and 5). This is 


especially true at a II-V-| cadence point in a minor key. The other modes tend to function as synthetic scale 
forms which might be substituted for a more conventional scale. Mode 3 could be used with a Ma/ #5, 
mode 4 with a mi7, mode 6 with a Ma7, and mode 7 with a dim7. Only the first mode is included here, 
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GUIDE TO SCALE CHOICE 


Major Family 


Chord Type Appropriate Scale Form 
oP PLOpriate Scale Form 


Major 7th 


NL LE ALL A A I I mt nett uD tnt tanec mee ence ane tnt eamm-tnsese-enen 
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Major 7th, b5 


Major 7th, #5 


 scememunemmatenrmnetan’ 
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Major Triad, sus 4 


LT LCT OSS LECT LOO SAE I LO A I TOILED TOE UAE AS He site seen aieetta 
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Major 

Lydian * 

Minor Pentatonic on the 3rd * 
Minor Pentatonic on the 7th * 
6th Mode, Harmonic Minor 


Major Pentatonic * 


TES LOOT ANS OE ETE CN i SONNE 


Lydian * 
Minor Pentatonic on the 7th * 


te iasiecenatnamntemeansnte anaes sgeeanena oad 


Lydian Augmented. * 
Augmented 


3rd Mode, Harmonic Minor 


A EA ERD LORRI ETE 


Major 
Minor Pentatonic on the 2nd * 


CS CLE LTE AD 


Minor Family 


Chord Type Appropriate Scale Form 
a  PPFOpHiate Scale Form 


Minor 7th, Tonic (1) function 


AP HD ER COI cr nite 


Minor 6th or 6-9 


ORD COP ALLO AS IOLAEER SETS SOAR A READ SN A UN UE SPL CD AE AN sa <a Aiaeth an te-tnapseh ene 


Minor 7th, Supertonic (11) function 


SNL ELTON LAID GOSPNLY AAA HERR Se SaR SCD IIR Sta apts ah tb ote Sennen talindarete tanmendaee en tte: 
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Dorian * 

Aeolian 

Minor Pentatonic * 

Minor Pentatonic on the 5th * 
Blues 

Phrygian 

4th Mode, Harmonic Minor 


 eteenaned T magarmmanaeamestened 


Dorian * 

Melodic Minor * 
Minor Pentatonic * 
Blues 


Dorian * 

Minor Pentatonic * 

Blues 

Whole Step-Half Step Diminished 


* Scale which has no “wrong” notes (see General Notes, No. 6) 


GUIDE TO SCALE CHOICE (continued) 


Minor Family 
Chord Type Appropriate Scale Form 
Minor 7th, HI or VI function Aeolian 
Phrygian 
Minor 7th, sus 4 | Dorian * 


Minor Pentatonic * 
Minor Pentatonic on the 5th * 


a 8 SERN AN Ee EE I OUI UE TE LN EE COTE OD IE NE OMAP AE OIEGI RE OPIN OE ELEN ED TOY OE OLE ID COBO CLE UO SOAS CEE IR CORE ONDA IUD SO NOEN AE SO ANY ES OEE DIED CARE ED ENED RENE ERI Ce 


Minor, #7 Ascending Melodic Minor * 
Harmonic Minor 


Co muntimnteeieetontoasantarasnaaszadt areannendeentanarannen ameaned mente patea ane annem daretomateatanntenct 


Dominant Family 
Chord Type _ Appropriate Scale Form 
Dominant 7th, unaltered Mixolydian 
. Lydian, 57 * 
Major Pentatonic * 
Dominant 7th, b5or #11 Lydian, 57 * 
Dominant 7th, b5 or #5 or both Whole Tone * 
Dominant 7th, 59 Half Step-Whole Step Diminished * 
5th Mode, Harmonic Minor 
Dominant 7th, #9 | Half Step-Whole Step Diminished * 
Dorian 
Blues 


Minor Pentatonic 


AAA NONE gO AIM HOLD ODES SNE EE LTTE ELLEN OE LOLA LO ETS LES AG RD HED SED TONED COS MANNS OO iy RIND Ot Sl OE COI IT SINE OID NE UDO SAN ONLINE SRE It SO elme ERY Rae ROSEN GEREN EER NERO a 


Dominant 7th, band #9 Half Step-Whole Step Diminished 
Dominant 7th, altered Sth and 9th Super Locrian * 
(any combination) Minor Pentatonic on the }3rd * 


Major Pentatonic on the 65th * 


1 aaonshldiemnetaiethae henenteaehenmde or eestor anata onnenen a edaaneatnteantetnanmnateedeaniane aie saad cas aphemnsteet amtandicnat ut aut 
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Dominant 7th, sus 4 Mixolydian 
Minor Pentatonic on the 2nd * 
Minor Pentatonic on the 5th * 
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* Scale which has no “‘wrong”’ notes (see General Notes, No. 6) 
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GUIDE TO SCALE CHOICE (continued) 


Half-Diminished Chords 


Chord Type Appropriate Scale Form 


Half-Diminished (Minor 7th, }5) Locrian 
Locrian, #2 * 
2nd Mode, Harmonic Minor 
Whole Step-Half Step Diminished 

Minor 9th, 65 | Locrian, #2 * 


Ae ATT CEEOL NICS SOP SE LO OTT ATE ANID TT SOT E OG ER Si SANRIO ST HAE NEED EE SENN SET ID me eD 


Diminished Chords 


____Chord Type | Appropriate Scale Form 
Diminished 7th Whole Step-Half Step Diminished 


7th Mode, Harmonic Minor 


* Scale which has no “wrong” notes (see General Notes, No: 6) 


